

















SAVE THE OZONE

THE OBSERVER

LOor 11K duULL:

Stockwell’s Soapbox:

SAVING THE OZONE

by Tracy Ann Murray

[Editor’'s note: Stockwell's Soapbox, is so-called
becauseit deals withissueswithwhichDean Stockwell has
concerned himself, namely ecological concerns. In titling
it thus we do not mean to imply any direct input concerning
this column on Mr. Stockwell's part; to date he has not
read, approved or even heard of this column, nor suggested
its subject matier to the column's writer or editor, How-
ever, we do feel that he will approve of its subject matter
once it is brought to his atiention, and hope that for future
columns, Mr. Stockwell will be inclined to suggest a topic,
and perhaps even take @ hand in writing i1.}

Ozone forms a thin layer around the Earth, protecting
it from the effect of ultraviolet radiadon. For years this
layer has been depleted by chlorofluorocarbons (CFC’s)
and halons we humans release into the air. The result has
been large holes and a thinning of the entire ozone layer.

Already the incidence of skin cancer due to excess
ultraviolet radiation has risen. It is expecied to double
within the next twenty years as the ozone layer is depleted
at twice the earlier estimates.

The effects on the environment may also prove cata-
strophic. Ulraviolet radiation may interrupt the life cycle
of the ocean’s microscopic sea life, such as plankton, This
is the basis of the ocean’s food chain, which could affect all
sea life and eventually life on land,

There are some everyday (hings that contribute to
ozone depletion. Freon, nsed in home air conditicners,
refrigerators and car air conditicners, harms the ozone
when released into the air. If your air condilioner is
operating inefficiently, it could be releasing freon gas.
When repairing car or home air conditioners, use a freon
recycling machine. Some garages have these and it is now
alawin the LA, area starting in January that freon must be
recycled.

Another common threat is the CFC’s used in rigid
foam. That means styrofoam cups, plates, packing mate-
rial, and hamburger holders. Some styrofoam is now made
without CFC’s. These will say so, but sometimes they still
use other chemicals bad for (he ozone, and they are stilluon-
bicdegradable. A foam cup is a foam cup forever.

McDonalds, in response to customer requests, is no
longer using foam in most cases, substituting instead paper
and cardboard. A substitute for styrofoamn peanuts (pack-
ing material) has been invented, or rather re-invented. It's
popcorn,  Although it is not recommeunded for human
consumption, it can be recycled as animal fodder or bird
food.

Although most aerosol cans in this country no longer
contain CFC’s, there are some exceptions. One of the most

prevalent is party string, that stuff that squirts out of a can
like inedible Cheese Whiz, has no discemible use and is
often bought by pre-teens. Check any type of aerosol spray
you buy to make sure it does not use CFC’s.

Though we can’t put the ozone that is gone back, we
have to do what we can toprevent the 1oss of even more, and
the potentially devastating effects that would follow.

Update: Recycling for a Star
by Karen Funk Blocher

According to a flyer distributed at I-Con in April, (he
deadline for donations to the Committee for a Dean Stock-
well Star has been extended to mid-May. Wedon'thave the
details, but it appears that douations from recycling are cur-
rently falling drastically short of the 34800 fee to get Dean
Stockwell a star on the Hollywood Walk of Fame,

Okay, so recycling is a pain in the neck, and a far from
lucrative proposition outside of California and other recy-
cling-oriented states. But we're talking about a change in
lifestyle here, a change that must take place if we're to
survive comfortably on this planet. We're also talking
about recagnition for a wonderful and modest actor.

Come on, Leapers! We generated 50,000 letters to
save a tv show. Surely we can manage a few thonsand
dollars’ worth of recycling to help save the planet! If yon
haven't started yet, how about sending a check apainst
future recycling? That’s Committee for a Dean Stockwell
Star, c¢/fo Christina Mavroudis, 1260 Ayala #113, Sun-
nyvale, CA 54086, '

LEAPING INTO FASHION
by the Fashion Observer

At the 1990 Emmy Awards, best actor nominee Scott
Bakula appeared in a stunning variation on the traditional
tux, highlighted by a single blue jewel. And, in case you
haven’t noticed, Mr. Bakula was featured in the March
issue of Gentleman's Quarterly (GQ), in a
rather.. hmmm...interesting enscmble in brown.

Butin some nationally televised appearances he hasn’t
shown the same fashion sense. For The Tonight Show and
various other talk shows on which has has been a guest this
year and last, Scott has worn the same suit. You know (he
one [ mean: the greenish-brown one Scott likes o wear
with white socks. We here at PQL must regretfully an-
nounce the formation of The Committee to Get Scott
Baknla a New Suit (CGSBS). We're uot talking about
anything fancy here. Maybe something in a basic blue.
Dean and Jean-Pierre can help him pick out a tie, All we're
looking for here is a little variety.,

Send comments and suggestions 1o the Fashion Ob-
server, cfo PQL.,
Next Time: The Bolo—Te Tr Really a Tie?

PAGE 6

ISSUE 2

SPRING 1991







PAUL BROWN &

THE OBSERVER

TOMMY THOMPSON

TOMMY: One of the funnier shots I've seen is in that
shaw. It’s when his head pops out, Youw’ll see itright at the
beginning of the episode. His head comes out of the
capsule, and it’s just, visually it’s very funny.

PAUL: Very funny,

TOMMY: Very funny. And then some of the funnier
moments, I think, got cut.

TERESA: Aw. That's what I like, is the comedy.
TOMMY: Yeah, so, I don’t know, We’'ll see. Ithink it’s
going to be a good show. I mean, I've seen rough cnts of
it...

PAUL: It’s very funny.

TOMMY: But, you never know.

TERESA: I think he’s avoiding his question over here.
{laughter]

PAUL: Was there a question?

KAREN: Yeah, yeah, your...

TERESA: What’s your...

KAREN: What's your episode that’s coming up?
PAUL: Sam leaps in as an atom bomb shelter salesman
during the Cuban missile crisis.

ALL: Whoa!

PAUL: It’s sort of a dark comedy, in that he’s the younger
brother of a man who sells these bomb shelters. And I just
did the research. People, I mean, were building bomb
shelters. Kennedy was behind the civil defence program,
building fallout shelters. And the griginal history was that
this guy who had a bomb shelter in his back yard, we find
outhe’s going to kill his neighbor the next night, during the
heightof the Cuban missile crisis. There’s a blackout in the
neighborhood, and they assume that [it’s] the atom bomb,
It’s set in Florida, near Homestead Air Force Base, and
they’re ronghly, you know, a hundred and twenty miles
away from Cuba, so they’re a prime larget.

And part of the story is really about the fear that the
father instills in his children, He’s gotaten-year-old and an
eight-year-old. And they’re terrified, because they really
believe they’re going to be killed by nuclear bormbs.

It’s kind of almost like a Twilight Zone. It’s sortof a
morality play. It’s not a big extravaganza with costumes
[laughter] and violent action; it’s more—

TOMMY: They make.fun of mine, because all of my
episodes have goofy costumes! [laughter] But I find...
PAUL: We call him “Mr. Comedy.”

TOMMY: But I find that if you have a lot of goofy
costumes, you don’t need so much story! [laughter—
mostly Paul]

TERESA: Saves work?

TOMMY: Wow them with the costumes! “Ch, look,
Sam’s in a new cos[tume)...cops, show’s over! Another
costume! It’s great! Paul does all the tough issues!
PAUL: [sarcastic] Oh, yeah. Right.

TOMMY: You do. You're our issue-oriented writer,
Yeah, you do.

TERESA: You all have categories, I guess.

TOMMY: We do, kind of.

PAUL: Yeah, we do have different [categories]. He does
the really funny comedies.

TOMMY: Imean,] do the goofy ones, and Paul does, kind
of the social commentary things, like, I mean, "cause I think
the one that he just wrote is so relevant to what’s happening
now. fTommy has just been watching war coverage on
CNN.] You know, with the gas masks, bombs...

PAUL: Kids wearing gas masks, and living in terror about
the bombs...

TERESA: Yeah, it’s very timely.

TOMMY: I mcan, it’s pretty scary.

PAUL: Also,there’satwistin the s{ory at the cnd, but that’s
the whole point about it, is that we teach fear to children,
you know. We don’t give thern any clear understanding
about what’s going on. And during that crisis, And Samis
somcone from 1995 who is a quantum physicist, who’s
traveled back to 1962, and it’s October 26, and he knows
that the Cuban missile crisis will end in two days, but, you
know, how can he tell that? Not even Kennedy or
Khrushchev know that. And you’re dealing with some-
body who is basically...the brother’s from Oklahoma, The
family is from Oklahoma. They were devastated during the
dust bowl. And this man has created a very successful
business, but what he’s sellimg is fear,

And, in fact, they don’t know whether those shelters
would work or not. And some of the goofy things they had
were radiation-proof suits, and people had shotguns in their
bomb shelters, and normal, sane people said they would use
shotguns to defend their bomb shelters against neighbors
and friendsto survive. The whole pointbeing, though, what
kind of world would you come back o? If in fact, you
know, if the bombs did fall, and you could survive, what
kind of world would there be?

And there’s also the argument that I have, and Don
Bellisario didn’t agree with me, and that’s part of the whole
creative process, here. My argument was that bomb shel-
ters, in fact, make things more dangerous, because they
make you think you could survive nuclear war. If you think
you could survive one, then you might be more inclined to
engage in cne. But if you really believe you couldn’t
survive it, then you’rc just pushing the button killing
yourself. And so maybe you wouldn’t be inclined; your
leaders might not want to start a nuclear war,

KAREN: Like Saddam Hussein sending his roops into
batde knowmg he’s got a bunker,

PAUL: Right. Hecan survive, Theycan’t. Soanyway,it’ll
be interesting,

TOMMY': I wasactually justsitting here thinking about afl
the research, 'cause Paul did extensive research on this
episode. And then my research, [ had—

PAUL: He had a photograph of a wrestler. [laughter]
TOMMY: I boughta wrestlimg magazine [laughter], right?
And I had one picture that I kept on my desk of a wrestler,
and whenever I would getlost, 1'dlookatit,and I'd go, “Oh,
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okay.”

KAREN?: Inspiration. flaughter]

PAUL: This is research.

TOMMY: All the research I'd do. Paul would come to my
office, like daily, and just start laughing, *caunse he had all
these films he was watching, and these newspaper reports,
and television reports. And I had a picture of a wrestler.
[Panl! is still langhing.]

KAREN: Tommy the Turtle, Duck and Cover, and all that
stuff?

TOMMY: Yeah, he was doing all that.

PAUL: Duck and Cover; that’s in my show. Kids were
watching that. In Duck and Cover, you see people hiding
under a picnic blanket; you know, “Boom! It’s a blast!
Duck and cover!”™ And people would all dive under a picnic
blanket. And little kids are watching this and that’s what
they’re leamning; they’re being taught, yes, we could sur-
vive a nuclear war.

KAREN: We went under our desks. First and second
grade. And my next door neighbors had...it was just their
basement, there was nothing armored about it, but they had
canned goods down there.

PAUL: Right, Kids in New York City were wearing dog
tags thatevidently could withstand intense heat, The whole
idea being that if their—

TOMMY: Name that dead guy.

PAUL: —singed remains were found, they’d be identificd.
KAREN: Oh, jeez. Amazing,

PAUL: So, anyway, it’s interesling,

TOMMY: Yeah, it’s a very interesting script.

PAUL: Won't get good ratings, but it will be interesting.
TOMMY: Well, it ought to, But it also uses...

PAUL: I’ll be our PBS show.

KAREN: Idon’tknow. With everything going on now,
people may be cspecially interested.

PAUL: Yeah, we’ll see,

TOMMY: It also uses the Quanium situation to its fullest.
Imean, where the show can go back and duplicate that. You
know, go back to that time. So we can do that, so it really
uses the format very well,

PAUL: Do you have a copy of your magazine?
TERESA: Yes, we brought you one. [To Tommy:] We
didn’t bring you one. We didn’t know you’d be here.
TOMMY: That’s all right. Panl will read it to me later.
PAUL: Oh, great. Oh, we got it. We got a copy of this,
TERESA: It's the first issuc,

KAREN: Anyway, that’s us.

TERESA: Yeah, yonmay have it. We senta few here, so...
PAUL: That’s right.

KAREN: Wesent five along. I we don'tknow where they
ended up, but...

PAUL: Wherc’s Tommy’s picture?

KAREN: Andon thetopcopy wesaid, “Safc for producers’
eyes: contains no fietion!”

TRACY: You wouldn’t happen to know the fellow who

played that part in the picture there?

PAUL: Which one?

KAREN: Blaster, from the “Vietnam” episode.

PAUL: Oh...this guy here?

TERESA: Yeah,

KAREN: We’ve got a picture of him, and we don’t know
who the hell he is.

PAUL: Ellen Lubin would know. If you’d call casting,
they’d know.

TOMMY: Hunk of the Week!

PAUL: Hunk of the Week?

TRACY [to Teresa and Karen]: You guys have some
questions?

TERESA: Yes, we do actually have questions we need to
ask. We want to concentrate actually on the “Catch a
Falling S1ar” episode.

TRACY?: That’s the La Mancha.

PAUL: Tommy hasn’t [indistinct] ...[laughs]

TERESA: What’s that?

TOMMY: What? Why? Which one was that?
TRACY?: That was the La Mancha.

PATIL [disbelieving]: Oh, which one was that. You know
which one that was!

TOMMY: Oh, okay,

PATIL: He doesn’t like that episode.

TERESA: Why cver not?

TOMMY: Which episode?

TRACY: The musical.

TOMMY: Was that the Man of La Mancha episode?
AlLL: Yeah.

TOMMY: Ilike that.

PAUL: You never told me. [laughter]

TOMMY: Well, L.,

KAREN: You're fishing for compliments here!
TOMMY: Ireally..Iloved it.

PAUL: You just—he just pretended like he got ill over
there when he heard “Catch a Falling Star.”

TOMMY: No, I didn’t.

TRACY: Well, I think maybe the pun...[laughter]
TOMMY: No, I thought it was great. Hey, I worked in
theater for years. I love that script.

PATIL: Okay. We just have to rag each other all day long.
Ouly way we can stand it!  Anyway, go ahead.

KAREN: Well, anyway, that one has a—

PAUL: This isnot going to be on the tape, is it? This linle
banter?

TOMMY: Yeah,

KAREN: That’s got sort of a special meaning for me, be-
cause [ left Syracuse forever two days before that takes
place.

PAUL: Oh, really?

KAREN: Acmally the day before I left. Because 1 got
married on the 19th, and that takes place on that 21st.
PAUL: That’s pecuhiar.

KAREN: SoifI'd hung ~-~-nd an extra day...
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KAREN AND TERESA [unison]: ...in another reality..,
KAREN: ..Icould have been there! [laughter]

One of the things I waut to know, sort of at the trivial
end of things, is who has done surnmer stock in Syracuse,
or wha has been to Syracuse, to know all that about that sort
of experience? ’Cause...

TERESA: Why are you picking on Syracuse? [laughter]
KAREN: That, “way, way, way off Broadway!” My dad
says, “It’s not that far off Broadway. Really.”

PAUL: Yeah, I was just goofing around. I’'m not against
Syracuse. Ilike the whole idea that she went to Juilliard in
New York and left the city and just wound up in Syracuse,

We do that all the time, you know. We can actually
write an entire show set in one specific city, and then we get
acall from Research saying, “You can’tuse that city.” For
whateverreason. There’s aperson thatlives in that city, and
{if] you want to keep that name, you've got to move it to
another city. So at the last minute, the day before produc-
tion, we change that city. Sosometimes we don’thavea de-
sign. It’s just, at the last minute you’ve gotta change some-
body’s name.

TERESA: So you didn’t know that it’s always raining in
Syracuse [laughter], and you had a scene where it’s raining.
PAUL: No, no.

TERESA: But it fit in well,

KAREN: Yeah, there’s 87 sunny days a year in Syracuse,
$O...

PAUL: I think a friend of mine went to college up there.,
And I just, for some reason, I thonght Syracuse.
KAREN: We do have a copy of the script. I don’t know
how far off it was from the final script, butit’s quite a ways
off the aired episode. AndI wonder if you could talk about
how it evolved from your original concept to what appeared
on the screen,

PAUL: You say that this is a lot different from the...?
KAREN: Yeah, from what was on the screen,

TRACY: Notallthat different, buta lot different for people
who know it line-by-line like we do, but.... [langhter]
PAUL: You know it line-by-ling?

TERESA: Almost.

KAREN: We could probably recite it from beginning o
end, yeah, just about.

TOMMY: This is frightening! {laughter]

PAUL: I don’t even know it [indistinct, probably “like
that”]. The thing about this show, I guess... how did it
evolve? I had secn Man of La Mancha when I was in high
school. Ialways loved the show. And my family used to
play musicals and all on the stereo at home, and for some
reason that was one of my favorite musicals.

And my mom had secn Seott Bakula do Romance,
Romance on Broadway, and she had given me the CD. And
Ifinally got around to playing it and I was really impressed
by his voice. So I approached Don Bellisario, and I said,
“You know, Scott got a Tony nomiuation on Broadway,”
and Don said, “He did?”

I said, “Yeah, he’s got a great voice.”

And he goes, “I didn’t know that.”

So I gave Don the CD o Romance, Romance, and he
was going up {0 Santa Barbara with Deborah, and they
played it on the way up there. And he came back going,
“The guy’s gota beautiful voice. We should do something
with that.”

And that was the first season, and we didn’t get a
chance todoit, but Ikept thatin mind about doing a musical.
And then I spoke to Scott and 1 said, “I have different ideas
about doing a musical. What do you think about Man of La
Mancha? And he loved it. I guess he had done it when he
was 20 years old.,

TERESA: That's what he said at the screening yesterday.
PAUL: Yeah. So he knew the show; it was onc of his
favorite musicals as well. So [ talked to Don, I said, “Why
don’t we doit?” and he said, “Yeah, go ahead and write the
script.” So while I was writing the script, a woman named
Cheryl Birch, whoisan execntive in Business Affairs, went
about negotiating the contract with the writer, the lyricist,
and the composer.

TERESA: That must have been quite a feat!

PAUL: Itreally was a feat. I mean, she did the impossible.
*Cause they said it was never done on nctwork television,
as far as taking an actual Broadway show and then putting
your characters in that. Tt cost like $60,000 to get the rights
to it, paying everyone out, and then getting everyone w
agree.

Anyway, she was able to make that happen, while I
was wrilingit. And there was a possibility that I could have
finished the script, and then, she could have called me up
and said, “It didn’t happen; the deal dicd,” and then I
wouldn’t be here talking to you right now, I’d be out of a
job. I would have been completely screwed!

Anyway, so I worked on the script. And in the earlier
draft, Nicole ended up sleeping with the older man. And
Don didn’t like that idea. He felt that it didn’t make her
character sympathetic. But1likedit; Iliked the simation of
Sam not sleeping with her, but the other person had sfept
with her, and he fclt that...

TOMMY: Sam doesn’t sleep with anybody.

TERESA: He slept with her! [laughter]

PAUL: Well, I liked the idea that Sam had romanticized
this woman since he was fifteen years old, and it’s the
romance and the reality, in that she ended up through
circumstances, through believing that Sam was with that
other girl. And almost of out of, not spite, but just feeling
like the person that she had loved for many years had
betrayed her. In that moment, she had gone off with that
other guy. And at the end of Act 3, Sam realized that this
woman, because of his actions, went off and slept with
somecue else; he felt devastated by it

Now, the way we have it is that he thinks that’s
happened, butit didn’t really happen. So that’s sometimes
---*at happens in television, or justin the process. Youdon't
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want to completely sacrifice your female lead like that I
kind of like the idea. 1like theideaof, . butitdidn’t fly here.
So he asked me to rewrite it, so that she didn't sleep with,
gee, Ican’tremember the guy’s name, John O"Malley. So,
the whole thing—
TERESA: How did Don come 1o direct it?
PAUL: I guess he liked the project, youknow? He said he
wanted to direct it, s0... He did a great job, toe. The thing
that’s neat about having Don direct it is that people are
jumping on the set. Everyone, including [indistinct]. We
got a lot more money....
TOMMY: Spend as much money as you want,
PAUL: Yeah. Spend as much money as you want.
TERESA: You ought to have him direct more often, then.
PAUL: Yeah. It was wonderful! And, you know, in that
final version of the script, the way it works around here, is
that you finish the script and then it goes over to them, and
they do their polish on it. And because he was directing it,
he was more involved in the polish of the script. So there
are certain things in the script that are, you know, not the
way [ wanted it to go, but what he did. But ultimately, I was
really happy with the way it turned out.
TOMMY: He wanted to rewrite *“The Impossible Dream,”
didn’t he? [laughter]
PAUL: What else?
KAREN: Do you ever have particular actors in mind as
you’re writing the script?
PAUL: Yeah, I had seen *Les Miz” [Les Miserables]. |
saw it on Broadway and also here in L.A. And there was a
woman named Michelle Nicastro, who has an exquisite
voice, and I'd written the part forher, She wasnotavailable
by the time we got around to casting it. And so we
interviewed a number of people, people that were perform-
ing “Phantom of the Opera,” and a number of people from
Broadway. We interviewed people in New York, tco. We
had a casting director in New York bring people off
Broadway, and have them audition for it or tape and send
the tapes back here. And we cast Michele Pawk, who was
wonderful. Beautiful voice and a really good actress. So
that worked out greal And I guess he knew her. Scott
Bakula knew Michele.
KAREN: Oh!
DIMITRA: Worked with her?
PAUL: Yeah,
KAREN: Well, they both have the same publicist
PAUL: Yeah. So that worked out great,

{There are a few seconds of silence as we go over
questions.}

Tommy, feel free to joke, any moment. I gotta get
this—
TOMMY: I'm waiting for the circus show question.
[laughter. Paul thinks this is hysterical.]
PAUL: {to Karen, about the “Catch a Falling Star” script]
May [ see that for a second? May I see this?
KAREN: Oh, sure, sure,

TOMMY: Ican tell these ladies are into sap.
TERESA: You guys look so young. How old are you?
[hesitation]
TERESA: Come on, {laughter]
PAUL: Ican’t tell my age!
TOMMY: I'm going to be 34 in September,
PAUL: I'm 22,
TRACY: You lie!
PAUL: 'm 32.
KAREN: Aboutright
TERESA: Aboutright for...?
KAREN: Idon’t know. Idon’t know; it‘s a good age. It’s
agoodage, Okay, let’s see. We’ve gotthat {question], we’ve
got that....
TOMMY: And I'm the only one married on the staff,
TERESA: That's really interesting, That’s something our
readers will want 10 know!
PAUL: The thing also about “Man of La Mancha” is that, the
whole idea of Sam and Al being like Sancho and Don
Quixote, raveling arcund in time, righting all wrongs, I mean
it really parallels...
TERESA: It works so well,
KAREN: Oh, there were incredible parallels, as it ended up,
being, right down the line, line-for-line, during “What Does
He Want of Me,”...
PAUL: Right,
KAREN: .. Versus their conversation, and “Dulcinea,” in
the beginning, when he sees her,
PAUL: “I have sought thee, sung thee, dreamed thee, Dul-
cinea,” Right. Well, see, that’s the thing, is, I knew the
musical, soI took the songs Iloved the most from the musical,
and then that helped shape and design the cast, and then
design the drama. So I could take the song and go,“That
works perfectly for this.” About Sam’s dreaming about this
girl all his life. About her saying, “Whatdo you wantof ine?”
looking at Sam, then looking at John, and then also, the
director. She’s saying that to everybody.

And then, the idea is that Duicinea is a siut. You know,
that Sam feels like he’s been betrayed by Nicole (this was my

“old girlfriend in college). He feels that she betrayed him, so

that’s the way he feelsabouther. And attheend, she’s saying,
*“See me for what I am.” See, the whole point being that he’s
the only one thatcould see behind the illusion of Aldonza. He
sees beyond the illusion of Aldonza and sees Dulcinea.
Which is pure beauty and spirit behind the mask of a kitchen
whore. And that’s what’s happening in that story, is that he's
asking her, she says to him, “What you thought happened,
didn’t happen, See beyond that,”

And that’s like Sam’s character, You see beyond the
illusion. And the whole thing about “Impossible Dream,”
that’s Quantum Leap: *“To dream the impossible dream.” So
Lowealot to the guys who wrote Man Of LaMancha.— com-
poser, the lyricist and Dale Wassermann, who wrote the
show, did a great job.

KAREN: How did it change from “What Do You Want of
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Me” to “What Does He Want of Me?”

PAUL: There are two versions,

KAREN: Oh, are there?

PAUL: In Man of La Mancha; on Broadway, there were
tw0 versions.

TERESA: With Joan Diener.

KAREN: And she did much better than Joan Diener on
Broadway.

PAUL: Yeah, she did, didn't she?

TERESA: Yeah, she was better. 1 think she sang the role
much more in keeping with.... Joan Diener has a more
operatic voice than is necessary.

PAUL: Yeah, Well, also, you know, for something like
this, they have to lip-sync to their own voices. I think one
of the really fun things about working on this show was
going into the studio with the orchestra, and then later
bringing in all the singers, all the stars. And to actually
record it before you're on stage. And we did it a number of
times, because they are not with the other actors, per se, in
the scene, so they have to create what they’re later going to
actto. And have to be in that place emotionally that they’re
going to have tomatch visually. Sothat was alotof fun, oo,
TERESA: So how much of that did they actually record?
KAREN: Stage?

TERESA: Sing?

PAUL: All of it.

TERESA: The entire musical...

PAUL: Yeah.

TERESA: ...is somewherc on tape?

PAUL: Yeah.

TERES A: There probably wouldn’t be any way to get that
legally released?

[incredulous laughter]

PAUL: Idon’tknow. If you guys write me a letter, I can
find out. Something like an official letter that I can give to
somebody, to find out.

KAREN: Because we noticed that there were people
credited, in terms of like Muleteers and so on, thatbasically
weren’t on the screen.

PATIL: Right. A lot of those voices are actually the stars
in the recording studio that are doubling and ripling voices.
TERESA: Did John Cullum sing his part?

PAUL: Oh, yeah. They all sang their roles. I mean, that’s
themn. But for the purposes of production and syncing
things, you have to do it. A lot of times they don’t want to
doit. They want to sing live, but you have to say, “No, we
can'tdo it that way.” Youknow, Scottreally wanted to do
his stuff live, but just sometimes yon can’t. But that’s his
voice. Nothing’s been done to it.

KAREN: What else do we have?

TERESA: That’s it, I think, about “Catch a Falling Star;”
I think we’ve done that.

KAREN: Well, we’ve covered “Catch a Falling Star,”
here. How about...well, having concentrated on this onc so0
long, do you have a favorite episode, in fact?

PAUL: I think Tommy's body of work...! [laughter]
TERESA: Which of Tommy’s episodes in particular?
TOMMY: He doesn’t mean it.

PAUL: 1 think, for me, “Catch a Falling Star” is. Of the
ones ["ve done?

KAREN: Mm-hmm.

PAUL: Yeah.

TERESA: How about the ones he’s done?

PAUL: Ithink the pageant show, was the best onc.
DIMITRA: Oh, yes, that’s really good.

PAUL: That was hilarious. Ilaughed harder watching that
in dailies, than I actually....

TOMMY: We laughed harder at the circus show,
PAUL: Well, yeah. But not for the right reasons.
TOMMY: But not for the right reasons! [laughter]
TERESA: What happened in that show?

TOMMY: That's a foreign film. [Paul laughs] Andit’s
another language. Oh, it just—that show was the first
episede I cver wrote for the show, The actor they had that
played the father, we couldn’t understand what he said.

He had a tongue that was, like, too big for his mouth,
or something. [more giggles from Panl] We watch it now,
and we still don’t know what he says. It should have becn
subtitled.

And it got taken away from me, too, and rewritten,
And ! think it was...hurt in the rewrite! [Paul laughs] But,
you know, you can live with that,

TRACY: Whatdidn’t you like about it? Besides the actor?
TOMMY: I just didn't like some of the sappy “father
talking to the poster on the wall” and all that stuff. See, Ijust
don’t—

TERESA: Don’t like the mushy stuff?

TOMMY: Yeah. I don’thave much connection for that, I
come out of a basically comedy, sitcom background, So
when it gets to that kind of stuff, I start locking for the joke.
And T think, you know, like, the poster talks back, or
something like that, [laughter] I woulkd have put some little
lips on the poster {laughter] and it would have talked back.
But it was okay. After I saw it, it moved, and it accom-
plished its purpose. Got me a job! Baut, you know, I think
“Future Boy” is going to be a very good episede.
TERESA: It’s the most talked-about right now.
TOMMY: Yeah. The pageant was fun, The pageant came
out very— I mean, Scott will never forgive me for putting
him in those outfits! [laughter]

TERESA: He seems to like it!

KAREN: He practically bragged about the little poodle on
the skirt,

TOMMY: Oh, yeah; he was very funny. I mean, I kept
thinking, “I can’t put him in a bathing suit. I can’t put him
ina bathing suit...” And then, I thought, “Well, I can’tnot
put him in a bathing suit!™ So I did it, and what a guy! 1
mnean, he’s the best! You know, he makes the show work,
because he’ll do anything!

PAUL: Yeah,
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TOMMY: 1mean, he really will. He’ll do anything. He’s
asport, you know. [quietly] Andhe gets paid alotefmoney
for that! [laughter] I'd put on a bathing suit toc!

PATUL: Idon’t know if they’d pay you so much, though,
TOMMY: ButIdon'tknowifthey’d pay. They'dprobably
take money out of my check every weck.

But, yeah. That, and then Chris Ruppenthal just
directed one that I wrote. T haven’tseen it yet, so Ican’tiell
you thatit’s going to be greator it’s gonna be.... I'm hoping
it’[l come out pretty good, but—

PAUL: Yeah, I think he did a really good job.

TOMMY: Yeah, I think it will,

TERESA: Is this the wresthing one, or a different one?
TOMMY: No, this is, Sam leaps in as the owner of a
whorehouse in New Orleans.

TERESA: I heard about that,

TOMMY: Se, I go for the BIG arenas, you know; so it’s
fon. The cnes that I write, I iry to have a comedy bent 10
them. And that’s what Don likes; that’s what he wants from
me. Youknow,every time he comes to me, he says, “Ineed
something light, something funny.” So that’s what I do.
TERESA [1¢ Paul]: He comes you you and says...?
PAUL: Well, he never comes to me. [laughter] Yon goto
him a lot! [laughter] Ah, naw...

TOMMY: Paul just got nominated for an award.
TERESA: Did you? For...?

PAUL: It’s called ...

TOMMY: The Edgar Award...

PAUL: ..Edgar Allan Poe Award,

TOMMY: Edgar Allan Poe. Which is pretty prestigious.
Frmean, Don won one years ago, and a lot of pretty big name
wrilers have won it.

TERESA: For which script?

PAUL: It’s called, “Goed Night, Dear Heart.”

AlL: Oh, yeah.

PAUL: You've seen “Maybe Baby?”

DIMITRA; Oh, yeah!

PAUL: I wrote that with my sister. She’s the star of it,
[Paul’s sister, Julie Brown, is best known for her comedy/!
misic series on MTV, Just Say Julie! She was also in the
film Earth Girls Are Easy, and has recorded a number of
“quirky” rock songs,including, *The Homecoming Queen’ s
Got a Gun!”"—¥Fd.}

TERESA: That's Question Number Eleven. [laughter]
How did that happen? [several voices at once, trying to get
the question out, none of it decipherable] I mean, thisismy
sister [refers toher twin, Tracy] and I could never write with
her!

PAUL: Yon know, nepotism works somctimes,
KAREN: Was it her idea, or yours?

PAUL: We were just looking for a funny vehicle for her.
And she hadrecently been divorced. Andjusttrying to give
her some fuel for a part. And the idea of the ex-husband
wanting something. She saidtome thatthe worstthing...you
try to lock at, like, what is, like, where yon find the core

emotions, right? The worst thing that could have happened
in the divorce would have been for her {0 have a child, and
for her to have to share that child with somebody, To see
that child going down....

TOMMY: Paul, you've used cverybody in your family,
PAUL: Ycah, Ido.

TOMMY: Every story from childhood ends up in Paul‘s
scripts.

PAUL: Yeah. 1 always ry and do that.

TOMMY: Whichis great! You'veseen “Runaway,” right?
That’s one that Paul justdid, that’s like this family vacation
in Hell.

PAUL: Yeah. That's accurate!

TOMMY: Yeah. Your mother was telling you all about
this stuff for that, wasn’t she?

PAUL: Yeah, my mother read The Feminine Mystique and
decided to go back to college and talked to my dad about it,
and my dad said, “No.” And my mother said, “Well, I'm
going to go anyway,’ and that was her first moment of
defiance with my father, And she went back, and got her
degree in Art History, and then, they gotdivorced after that.
But anyway, “Runaway,” I think, was almost like, I tred
looking at—

TOMMY: But you got a script out of it, so it worked out.
PATUL: What doalotof people, what would theylike todo?
Children of a divorced couple would like to sec their
parents sometimes get back together, and so I tried lapping
into that sort of childhood fantasy to film it. You know that,
and Sam leaps in as that character, and he has (he opportu-
nity to bring these people together, and the father is uncon-
scious. The whole point being is, you slap someone into
consciousness. Andheisa guy of hisera. He doesn’tknow
better. He doesn’t know that she wants more.

And things are changing in the world. Women are
looking at civil rights. The whole pomnt is that, that was in
"64; the Civil Rights Bill was signed two days earlier, and
the world is beginning to change. And for someone like
Emma, who was valedictorian of her high school class, she
wants more out of her life. She’s raised her kids—she’s got
a thirteen and a fifieen year-old— and she’s grown up
smart.
She sees this guy (hat she liked when she was in high
school, who is now a Ph.D., and she could have gone to
Northwestern; she got a scholarship. But she wanlts more,
Sothe whole peint is that you slap someone into conscious-
ness, and Sam’s the one who imtiates all that. And I think
some people didn’tlike the show. Alotofpeopledidn’tlike
the show because the father was too real.

TERESA: Well, he was nnsympathetic. I’m going, “Leave
him, leave him.”

KAREN: My hnshand found it difficult to believe that
there ever was a man like that.

PAUL: Right,

KAREN: Because he grew up in, yon know, adifferent era
from that.

SPRING 1991

ISSUE 2

PAGE 13




PAUL BROWN &

i1nr unpoyrvicR

TOMMY THOMPSON

PAUL: Right. Butyousee, the thing is, alot of dadsare like
that. People don’t want to acknowledge that—

{Joe Napolitano appears in the doorway. The in-
terviewers have no idea who he is. He has a voice like
Harold Ramis as Egon Spengler.]

JOE NAPOLITANO: Excuse me.

PAUL: Hi.

JOE: Hey. Sorry to interrupt. Are you going to be long?
TOMMY: If you've got work to do, I am, [laughter]
Did you see the new scene?

JOE: No.

TOMMY': Okay, Deborah’s gotit; I finished italittle while
ago. No. I’ll be out in just a minute.

JOE: Idon’t want to step on your parade.

PAUL: Whose parade?

TOMMY: I know, I'm just digging this whole kind of
interview scene, here. I'll be right out.

PAUL: He’'sbeen monopolizing it for an hour! [laughter]
TOMMY: Paul’s got a good one that’s gonna follow
“Fuature Boy,” too. Chippendales!

KAREN: Oh, that’s yours.

PAUL: “Private Dancer.”

TOMMY: Yeah, it’s very funny.

KAREN: Okay. Oh, that’sright. We did know about that
Did you see the “E” bit on it?

PAUL: No.

KAREN: Yeah. “E,” Entertainment Television cable
channel.

TRACY: It doesn’t have the deaf dancer in it, does it?
PAUL: Yeah,

KAREN AND TERESA: Yeah, that’s the one.
DIMITRA: What’s that?

TERESA: *“Private Dancer”—

PAUL: “Private Dancer.”

TERESA: —is the deaf dancer.

PAUL {to Tommy, who is getting up onto his crutches]:
Where are you goin’?

TOMMY: Gotta get to work. That’s the director, You’ve
met Joe, haven’t you?

KAREN: No.

TOMMY: Joe Napolitano?

KAREN: That was who that was? I'm impressed!
PAUL: “Mr. Personality.”

TOMMY: Joe directed the Halloween story.

TERESA: He’'s my favorite director of all.

TOMMY: And the first one of the season, where Sam went
home.

KAREN: We're just floored by the kitchen scene in “The
Leap Home.” It was about the fifth time before I even
realized that he was—

TOMMY: You mean, the dinner scene?

KAREN: Yeah. {7 meant the breakfast scene, with Scott
imteracting with everyone twice over. Bui “dinner scene”
is close enough!—Ed.}

TOMMY: It’s great.

Hknock on the door]
CHRIS: Chris Ruppenthal!
KAREN: Before I realized that anybody counld even—

{Chris enters, Joe Napolitano behind him. Tommy(?)
starts laughing .}

KAREN: Aha! It’s the Boogieman!

PAUL: Chris Ruppenthal Guy!

CHRIS [grns]: Yeah. [’ve got some notes for you from
Rick Meder at NBC. The network is calling and threat-
cning,.

{Paul and Tommy act mock-intimidated]

PAUL: Ooohhh]

TOMMY: Scary.

CHRIS: Yeah,it’s very very small-change stuff. No,come
back! Go back! Do the interview! Hey!

{A woman pokes her head in the door.]

WOMAN: Harker wanted me to ask if one of these scripts
had been sent to the director.

PAUL: Uhhhh, I don’t belicve so. [ think Don has to
approve that.

JOE: Yeah, it should be, first.

TOMMY: Quick, send itio a directar, so that T can pick out
a part.

JOE: Oh, yeah, let’s overturn it completely. Sormry to
interrupt you. Thank you,

TERESA: That’s all right.

{Tommy leaves (thewoman’ salready gone). The door
is closed. Inexplicably, Chris and Joe are still present.}
DIMITRA: No problem.
PATUL [referring to Chris]: He’s better at doing this than I
an.
TERESA: What's that?
PAUL: T"ve never done this [been interviewed] before.
KAREN: Yes, we noticed. That’s why we're interviewing
you.
CHRIS: This gny directed “Boogieman” too, by the way,
That’s Joe Napolitano.
KAREN: Yeah, we know. We're impressed! [laughter]
[indistinct]

fJoe and Chris leave.]
KAREN: Now where were we?
TERESA: Is there any problem with censorship? Do they
seud your scripts back and say, “Oh no, you can’t say this
on the air,” or “You can’t do that?”
PAUL: A little bit; not too much. And sometimes they’ll
say we can’t do this, and we say, “Wcll, we’re doiug it
anyway.”

In “Goodnight, Dear Heart,” the main character, the
girl, was never bisexual in my script. And the nerwork
came back the day we were shooting the script and said,
“You can’thave ahomosexual character kill a heterosexual
character. You have to make the girl who was killed
bisexual,” :
TERESA: You have to implicate her [indistinct].

PAUL: Yeah. The whole point being, is you don’t w+*o
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perpetuate the myth that homosexuals will punish hetero-
sexuals if they don’t reciprocate sexually for them. Okay.
So they made us change that. In my version the girl, Hilla,
was never a bisexual or a homosexual. But it’s okay,
because what we did was just changed it and just explored
the humanity of a woman who was in a DP camp, who was
molested and inaybe raped by aman, who turned to women
for some solace. And then later, when she’s nineteen years
old, decides that she’s met a man she’s in love with, and
that’s what she wants,

And the thing is, we got some very angry leiters from
Gay Rights activists, No matier which way you go, vou're
going to be dealing with that sifuation. But what we were
trying to do was just say, here was a woman who needed,
who wanted love; her whole family was killed. She found
some with this other woman and we don’t know what, ex-
actly, it was. And then she found this boy that she fell in
love with, and that’s their relationghip.

TRACY: Well, even the gay murderer was sympathetic...
TERESA: Yeah, I thought it worked well.

TRACY: ...to the script as it is now. Sam was sympathetic
with her,

PAUL: Right. Sam didn’t judge her. Tt wasn’t about
homosexuality, it was about someone who felt, again, be-
trayed by a lover, and in a moment of passion. ..
TERESA: This is a reoccurring theme. Was there a
problem? (laughter)

PAUL: What’s that? Betrayal? I guess it might be, yeah.
But I think, what I'm always (rying to do, I go a lot back to
my family when I write things. Almost every story has a
kernel of an idea of it. “Maybe Baby” was with my sister,
and finding what what’s the hottest thing you can do in a
scene; what choice you can make as an actor.

Or if you're writing a script, in an arena, what is the
hottest choice you can make. And I thought you dealt with
the woman who was running from this man who wanted the
baby. Butit wasn’t like the baby was something he loved;
it was just a possession. He had stolen the baby from its
mother, its rightful mother. He bhad lost custody, He just
took the baby and I think that, the whole idea, of the uncon-
scious male dominance over someone else, is certainly a
theme in a lot of the scripts that I work on,

See, we all do; you know, Chris writes really clever,
great swff. Tommy writes funny swff, I mean, we all do
different typesof scoipts. And weall have a different attack.
TRACY: Do you work on each other’s scripls?
TERESA: Yeah, do they bring them to you?

PAUL: Yeah. We talk; we help each other, We do help
each other, absolutely. But we all have different ap-
proaches to what we want to write about and different
agendas. Mine tend to be more personal, from my own
experience, Tommy’s would tend to be more humorous
arenas that are really wild and funny, Chris does both, I
think. He writes genre things like “Boogicman” that are
really clever and fun, and scary, and (hen “Glitter Rock,”

which isreally fun, andits got the heart with the boy. And
then something like “Freedom,” which is dramatic, and
then “Good Morning, Peoria,” which is an issne thing. So,
I mean, they’re all different.

TRACY: Inoticed that he has the WOF sign in his office,
Glad to see that it didn’t burn!

PAUL: Right. Yeah, it survived. But getting back to the
“Private Dancer” episode, though. The reason I’'m proud
of that one—and that may be my favarite coming up, T
don’t know—{is] because I worked with a deaf actress
named Terlene, who helped me work on the script and
provide the deaf perspective. And then we come o
something—for example, the whole notion that we have,
that a deaf person, if they could get their hearing back, they
would. Well someone like Terlene, whom I worked with,
hag told me that if he could hear, she wouldn’t want to
because she’s grown up deaf, her entire life.

DIMITRA: It’s rue. I work with deaf people.

TRACY AND TERESA AND KAREN: She’s an in-
terpreter.

PAUL: She’s proud of being deaf. Well, Itold this to a few
people in here, and they didn’t believe me.

DIMITRA: Oh, it’s absolutely true,

PAUL: Oh, Iknow. ButI'm saying, that’s the thing that..,I
went to Gallaudet University for my research...
DIMITRA: Oh, good place.

PAUL: And ! met with people that run the Performing Arts
program there, And that kind of research helped with the
whole idea that we look at deaf people and we go, “Oh,
those poor deaf people! Well, the fact is, they don’t want
you to feel sorry for them. They’re a culture, just like you
look at a black person or an Asian person, and you don’t
say, “Oh, that poor Asiau person; they’re Asian!” You say,
“They're Asian.” Youknow. And deaf people say, *“Yeah,
I’m deaf. That’s who I am.”

DIMITRA: They’re proud of their ¢cnlture. In fact, if you
ask deaf people, there’s quite a few who want to have deaf
children,

PAUL: Exactly. Youknow, what Terlene told me is that
deaf or hearing docsn’t matter. She just wants her child to
be what her child is going to be. And that’s a very foreign
concept for a hearing person. So,in this particular episode,
it was critical. And I respect Don Bellisario and Deborah
Prall and Michael Zinberg for fighting for having a deaf
person play the role.

DIMITRA: A deaf person will play the role?

PAUL: Oh, it was already shol.

DIMITRA: Oh, good.

TRACY: Youremember...

TERESA: Yeah, you've seen the clip.

TRACY: It was on the E! program,

PAUL: A deaf dancer played the role.

DIMITRA: Wondcrful.

PAUL: And we went all over the counlry to find this girl,
DIMITRA: Becanse that’s very importantto the == --1-
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munity.

PAUL: Yeah. Youknow, that’s the whole thing, is that we
came to the realization that you either do it with a deaf girl
or you don't do it. You just scrap the script.

DIMITRA: There was another tv program that had a
portrayal of a deaf person, and they hired a hearing person.
PAUL: Yeah, so this is, I don’t know; you can’t do it.
Anyway, so we hired this girl, Debbie Allen directed it and
choreographed it, and I’'m really proud of it. And the whole
thing about it is that Sam learns something, too, about
deafness, He comes (o it with a hearing perspective. And
there’s a scene where he and the girl are walking through
Central Park, and he’s asking her what it’s like to be deaf,
and how she can dance. Okay, “How can you dance when
you’re deaf?”

And she says, “Well, I feel the vibration, the beat.”

And what was neat was to work with deaf dancers
when T was writing it, and to talk to them about what it was
like to be a deaf dancer. And Sam, for me, it was easy,
because Sam has my perspective. The questions that he
asks her, T asked the women that I worked with.

I said once, “T just can’t imagine what life would be
like without music.”

And the response that I got was, “But I know music in
away that you’ll never know it! 1seemusic. When I fogk
around me, I see music in the stars, or wind.”

And so, music is a visnal thing todeaf people, whereas
tous it’sauditory. So,anyway, I think that was aneat thing
for Sam. I mean, he’s [Scott’s] a really giving actor, and
he had awonderful ime. He gotachance to dance with this
girl, and with Debbie Allen.

And hopefully, the whole message being that (Thate to
use the word “message”), but, the whole point is that,
deafness is a challenge, just like anything else. But the
whole thing is, the choreographer did not give this girl an
opportumity. She [said], You’'re deaf. I’'m sorry; I have a
professional company. I'd love to give you a chance, bnt
Tcan’t And atthe end, Sam isable to persuade this woman
to give her a chance. And it’s not about a hearing person
helping a deaf person. It’s about a hearing person giving
a deaf person a chance and letting the deaf person fail or
succeed on their own.

DIMITRA: I can’t wait to see this one.

PAUL: Yeah. And that's what Sam says, and that was a
fine balance, because you want to make Sam as a hero of
your story; Sam has to activate...whether you're hearing or
you’re deaf, Sam helps people, ! think usually brings themn
to a higher level of consciousness. And in this case, he
eulightens this wornan and says, “Just give her a chance.
That’s all she wants, is a fair chance.”

And the Debbie Allen character says, “Why, Ican’t. I
have a professional company, and I'm black. It was not
easy for me to get here.”

He goes, “But someone gave you a chance, right?”

{tYeah-”

“Just give her one. That’s all we're asking for. Five
minutes,”

And Dcbbie Allen goes, “Okay. We’ll see what she’s
got.”

And then you get the last scene, as the girl dances, and
it blows her away. It’s just beautiful to watch, And while
she’s dancing, she’s doing sign language to the dance, you
know? And it just breaks her heart, and she says, “You're
in my company.”

And so, Al says to Sam, “You did it, Sam.” And Sam
zoes, “No. She did it,”

S0 just taking it off a hearing person saying, “It’s not
about me being a hearing person helping a deaf person, It's
about the deaf helping themselves. It's about hearing
people giving deaf people the opportunity to help them-
selves.” Soit’s like a balance.

TRACY: How did we get so lucky to have all these
wonderful writers writing this show for us? [laughter]
KAREN: How did you get on staff and so on?

PAUL: Icame in and pitched “Camikazi Kid,” which was
about my sister, about when Idrove her to her wedding. My
mom said, “Pick Julie np and take her to the wedding.”

And I told her {later] that when I was driving her, I
thought about turning the car around, and driving her to the
airport, and just putting her on a plane, and getting her out
of there.

And she said, “You know, if you’d done that, you
would have changed my life.” Because the marriage didn’t
work out

So thatbecame the kernel of the idea. And I think that,
again, tapping into sort of universal fear and desire. What
are people afraid of, and what do they love? And the fear
is you’re going to marry the wrong person. That you're
going to be trapped. And I had an opportunity that
would have been insane if I'd actualized it, but the fantasy
was helping my sister out. So [ took that kernel of an idea,
and put it into a story. Sam knows that this girt is geing to
marry this gny, Bob, and he’s like the perfect guy. But
behind the mnask, is sornebody wha's ugly. A wife beater
and a future alcoholic, actually an alcoholic. Butnoonecan
sce that. But Sam comes from a level of higher conscious-
ness; he’s the future, He has more awarencss.

The challenge is the limitation of the body he’s inhab-
ited. But also, he taps into he own memory, and he goes,
“My sister married an alcoholic.” And it’s like his own
pain; his psychic wound is, “I didu’t know.”

And Al says, “But it’s not your fault”

He goes, “Yeah, but if I don’t stop Bob from, you
know, or Cheryl from marrying Bob, it will be,”

So now, it becomes a personal gnest. That if he can
solve this problem, he will heal his own psychic wound .

“Disco Inferno” was the ideca of parental conditional
love. Tapping into that. That our parents create a world
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where they won't love us unless...,

{The tape runs out. Paul completes the sentence with
something about doing what the parents want, and goes on
to talk about Chris Stone being based on his brother, As the
tape picks up again, Paul is saying something like, "My
brother’s...” ]

PAUL.: ...aguitarist, right? Played guitar eight hours a day
for many years, and he’s uot doing that now. Now he’sa
cameraman, but it became really challengiug.

And the thing is, in that story, I tried tapping into that
whole concept, of here’s somebody who has a gift for
music, And yet their parent says, “T will notlove you unless
you become this other thing,” which just happened to b a
stuntman. So again, it is like, the masculine, domineering
figure crushing, maybe the feminine side of this person,
And this boy is gifted, and the fact is that we know from the
original history, that this boy was willing to die for his
father’s love.

Which, I think, happens to a lot of people. I think they
crush their own identity to fulfill the expectations of some-
one else. So that's what that show became about,
TERESA: Sohow many brothers and sisters do you have?
PAUL: Just two.

TERESA: Is there an endless supply of story lines?
PAUL: No, but you just figure it out; you know, they’re all
different Apain, I used my sister for, when she and I wrote
that one episede, it was just the idea of here’s somebody
who wants to take this child, but it’s completely a pawn in
this emolional, twisted game, That he stole the baby from
its real mother. And this girl, who is a stripper, we come to
leamn can’t have children. So if she can refurn the baby to
its real mother, in her own way, she’s sort of healing that
psychic wound.

I think oftendmes of the book Catcher in the Rye.
Holden Caullicld {the book’ sfictional narrator-—Ed.] talks
aboutaRobert Browning poem, about being a catcher in the
ryve. And all day long, what he’d do is he would catch kids.
They would be playing in this ficld of rye, not knowing that
they’re on the edge of a cliff. Right? And he would catch
them before they would go over the chiff. And] think that’s
the whole point of the book, is that he’s saying in Catcher
in the Rye. that there are other kids like me that are fifieen
years old, that are lost. Youknow. Andif]could write this
book, then maybe they wouldn’t feel so alone. And maybe
they wouldn’t go inte alcoholism or drugs. They wouldn’t
destroy their lives. So that’s the point of [the character]
Holden Caulfield writing that book, Catcher in the Rye., is
so he can give it to other kids, and that they can read it and
feel that they’re not alone. They’re not the only ones that
aren’t understood.

I think Sam is, in the same regard, like a catcher in the
rye, in that pcople are living their lves nnconsciously.
They don’t know the future. They're afraid of certain
things, and they desire certain things. But they’re lost in
theirown illusion about what things are. Like, forexample,

the girl in ““Camikazi Kid.” She doesn’t know who Bob
really is. She’s taught by society that he’s got a nice car,
he’s gota good family, he’s handsome, he’s charming. You
know. Butintuitively, the way she plays that episode—do
you guys know the show?

ALL: Mm-hmm,

PAUL: Intuitively, the way she plays it, she knows in her
heart there’s something wrong with this guy. Baut the
wedding’s so close, she can’t stopit. Which I think happens
with a lot of people. The wedding gets so near, you can’t
stop it.

And you know, I think in her heart of hearts, she
doesn’t waut to marry this guy.

TRACY: [indistinct, approximated:] Oh, she wasn’t
interested in listening to Sam. And he says, “Well, I just
want (o help you.”

And she says, “Well, it's a Little too late for that.”
PAUL: Right. Exactly. Exactly. So those little things are
Iaid in there, but Sam’s intmitive; he picks up on that. But
getting back to the “Catcher in the Rye” analogy, is that
there’s this precipice that people are living their lives on,
and the original history was, they fell over that precipice.
And Sam is there to catch them before they go over, and let
themn look into the abyss of what their life could have bezn,
and pull them back. )

And that, for instance...for example, in “Camikazi
Kid,” is that she sees what could have happened, that when
Bob almost kills Sam, almost kills her little brother, she
sees the monster. And Sam essentially pulls her back, and
now they reach a litle higher lcvel of consciousness and
they’re on a new course in life.

TRACY: Like the literal one in “Runaway.”

PAUL: Absolutely. In fact, 1 took it literally, and put it in
“Runaway,” the cliff. And the father, who is like a rcal
father. I mean, these people, we know them; they’re our
fathers, or our friends’ fathers.

And hopcfully, something happens to them where they
are slapped into a higher level of consciousness, And they
go, “Holy s—! Look at my wife, who almost dies.” And
he’s not sympathetic.

And, you know, in some ways, he played it beyond the
way I had written it. I"d hoped there might be a little more
sympathy in it, but it’s okay, because I think he’s really
accurate. Maybe that’s why people weren't comfortable
with it, because he wasn’t a tv father. He was kind of an
ass..., as our fathers are sometimes. And we don’t wantto
acknowledge that. We don’t want to accept that, that g
persou is complex, and they can be horrible one minute and
very kind the next. And I think there’s that childhood de-
sire that we want people to change. We want something to,
like, [sound of slapping) make them go, “God, I gotta stop
being that way.”

KAREN: Like Sam’s sceng in “Disco Infcmo,” with the
father, “Why are you doing this?”

“Well, I guess because my dad did it to me.”
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PAUL: Right, Andatthe end, youknow,thekid comesout,
it'slike, “Whatdid I almost do? What did Ialmost force my
son to become?”

And in that moment he realizes, and the kid looking up
at his dad going, “How did I do?”

“How did you do? You almost died!”

So, 1 think that plays a large part in all the shows,
coming up with a kernel of fear or fantasy fulfillment,
KAREN: How did you come to be the one who introduced
the idea of Sam’s brother, Tom? Was he originally your
characier, or did Don come up with it and say, “Work this
mn?”

PAUL: Don had created Tom, having died in Vietnam.
‘Wait, wait; hold on. No, no.

TRACY: It's the first mention of him, in—

PAUL: “Disco Infemo.” We were working on the story,
and... {pavses 1o remember) I honestly.... When we were
working on it, I think that, for some reason the story wasn’t
working for him, And I had used the sister that he had
created. And I think he suggested, "Why don’t we do
something that’s similar , with him having a brother?”
TERESA: Well, it worked so well into that show, though,
100.

PAUL: Yeah, it worked in that show, and it was, “"“Why
don’t we...” and I think, it all comes in, *cause you talk in
this meeting, and I don’t want to take credit for an idea that
isn't mine. I mean, I’d have to give him credit on that. An
ideais thrown out and then you refine it, so it becomes sort
of a joint idea, but I believe it was his idea to give him a
brother, who died in Vietnam. Yeah, So, it’s interesting,
I mean, it’s his show. I've always felt, though, that we all
co-creale it beyond a certain point, and it’s his approval.

And you come in an you keep getting ideas, and some

getrejected and some getaccepted. And I guess that’s why
he trusts us, because he knows that he’ll give us an ideaand
we’ll go 1o work on it and make it our own, or we’ll come
up with an idea together, or we’ll bring in an idea which
he’ll like and he’ll say, “Run with it” But it's a team.
TERESA: So he’s very much here all the time.
PAUL: Oh, yeah, really involved init. And we fight about
ideas (heh!) verbally, but it's something we really care
about, and he’ll respect that. And then somenimes he’ll go,
*Ah, I just don’t want to do this,” He'll say, “It’s a great
idea; I don’t want to do it.”

And you go, “Okay, fair enough.”

But the opportunity is given to us, and it's mcredible.
Tdon’t see that...I don’t know any other show in elevision
that will let you have that...opportunity to make a movie,
you know, or have my show be different from Chris’s, be
different from Tommy’s, be different from Deborah’s, and
in some ways also it all works, because you've got Al and
Sam, moving together in a continuum,

TERESA: So are you working on a film?
PAUL: A feamre film?
KAREN: Yeah, do you have any aspirations in that

direction?

PAUL: Iactually wrote some feature films prior to coming
here.

TERESA: Oh, what did you work on? Would we know it?
PAUL: Idon’t want to tell you! [laughter]

TERESA: It’s not that great?

PAUL: I wrote low budget feature films. Two for Vestron
and one for.... But, you know, those were really bastard
Projects, because when you're a freelance writer and you're
just starting out, someone will come to you and say, “T’'ll
pay you x amount of doliars to rewrite this script over the
weekend. Youknow, three days towrite ascript! Andthen
your name will go onit, and it’li be their title, and their story
and their character, and all their stuff, and your name is on
it, and the director may have made all these changes on the
set. And it’s like you want 1o have nothing to do with it.
People go,“Isaw yourmovie on television last night. Iywas
horrible!”

Like Thrashin’ was one of the movies, a skateboard
movie. But ironically enough, Thrashin’ has done phe-
nomenally well overseas, and with all the skaters. It's a
skaicboard movie. But now it’s funny to me, it’s charming
that I did that, and it’s goofy. And at the time, it paid my
bills for a year. So....

KAREN: How did you get from that to this sort of thing?
Was it just one pitch that got you in>? Or was there
something in between?

PATIL: Yeah,1had worked on The New Twilight Zone. 1
was reading scripts for them. And then, I'd sold one story
to them. And it was between my script and Harlan Elli-
son’s, and they chose his, because they had promoted his
during an entire year. They kept saying, “We’re going 10
do a Harjan Ellison story, a Harlan Ellison story, and it was
the end of the season, and they’d done 29 shows and it was
for the 30th show, and it was, like, his or mine, Obviously
they were going 1o go with Harlan Ellison.

KAREN: Was this the— [Note: [ never got 1o ask this
question, but from what Paul said I believe he worked on
the last season of The New Twilight Zone, the one made
specifically to make enough shows to syndicate the series.
That would mean Paul worked withJ. Michael Straczynskd
(original story ediior for The Real Ghostbuslers), fong
after Harlan left the series. Harlan agreed 1o write one
episode for that final year if they promised not to censor or
interfere withir. The Ellison episode that was made instead
of Paul’' s was called “Crazy As a Soup Sandwich.” IfI'm
right, that is. As [ say, | never got 1o finish asking the
question-—Ed.]

PAUL: But that led to writing a pilot for some producer,
and that had som of a time ravel element in it. And then I
came to Quantum Leap, like a week later, and pitched
“Camikazi Kid.” Actually, [ came to one meeting, pitched
three ideas. One was Sam on a ski adventure, and they
went, “Nah, nah, nah, nah, This is network television; we
can’t shoot skiing.” And we talked for about an hour, and
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they spent a lot of time with me, which was great, and just
told me about the show. *Canse the showhadn’tbeen on the
air yet, and they educated me to what they wanted. And I
came back a week later with “Camikazi Kid,” and I pitched
Sam as a Chippendale’s dancer. Not with the deaf dancer
element to it...and se¢ they went with “Camikazi Kid,” and
then, what, two years later, [ sold the Chippendale story,

Am 1 boring you gnys?

ALL: No!

TRACY: We’re all amateur writers, so we find this all very
fascinating! [laughtcr and agreement]

PAUL: Okay. But, yeah, I think, well, the whole paint for
me is, what do people really want, and what do they desire
in life, and what are they afraid of? Like, for example, the
atom bomb shelter story. It’s called, “Nuclear Family,”
What was the thing that we were terrified most of when
kids? The Russians were going to be—well, not all of us,
but it was areal terror for us, is, not all, but most of us. What
is, you know, this immense, evil force out there that we
were laught, we're saught! wants to destroy us. We're
taught!

DIMITRA: And it’s still relevant again today. Because
people are starting that up again, making shelters and
stocking ammo and, you know, survivalists,

PAUL: Survivalists and all that,

DIMITRA: They re out there.

PAUL: But yeah, well, that was looking at that era, and
trying to figure out what...youknow, we really believed we
were at the brink of World War ITI! It got pretty close there.
We had spy planes, U-2’s flying over Cuba. We had the
bombers sitting on the runways just wailing to take off to
bomb Cuba. The blockade. Russia threatening to bury us.
I mean, that was all very real, and it was so enormous, we
were given these drop drills and watching Duck and Cover,
and we were terrified.

But again, that was, Don came to me and said, *You
know, we have a conple of shows left to do.” I'd written
three outhines for three separate storics. And I'll probably
do one of those for next season. But he said, “Tneed todo
a containable show. What could we do, you know, in a
limited location?”

And we staried pitching ideas, and one was a bank
robbery story, and one was a bomb shelter, and one was an
elevator. He’'d done an elevator story for Magnum, P.1.,
with Carol Bumett and Tom Selleck,

TERESA: Oh, yes, I remember that one.

PAUL: Yeah. And, you know, the challenge in that, isit’s
more like writing a play. So, that was again, sort of a
discussien we had, and it was like, “Go come back with a
story about a bomb shelter.” So you have a little meeting
and you come back with a full, finished story. You get your
notes and you go write the script.

TERESA: How long does it take you, to write one script,
from idea to actually having it ready to go?

PAUL: L.well, okay, writing the outline takes anywhere

from a couple of days to a week. Get the oulline approved,
and then once you get the oulline approved, it takes you
eleven days to two weeks, Sometimes faster, sometimes
longer, depending on the....

TERESA: Is there a lot of pressure? There’s always—
PAUL: Yeah. Yeah. I mean, it’s funny, becanse I feel like
avery every script, it’s like the end of your career. {laugh-
ter]

TRACY: If it doesn’t work?

PAUL: Itdoesn’t work, you're on the street. Soitfeels that
way.

TRACY: [indistinct] [langhter]

PAUL: Yeah, but I also think that’s why I don’t do
interviews. [ mean, not that a lot of people are banging
down my door, but, yon know, 2 couple times...because
think it’s bad luck. I'd rather not talk about it. No, I'm sure
it's not [bad luck], but I'm saying, {Paul knocks or wood]
[langhter] people that give seminars on writing, when they
go to classes, and talk to classes, and all that? It aimost,
well, you getinto a situation, you start talking about it, then
you’'re not doing it. So I try and just say, okay, write, and
that’s all you do. But that's my own feeling about it.
Because I just know too many people in this particular city
who would rather talk with a bunch of writers, and go to
those seminars, and do all that stuff. But when the two
weeks is over, if they don’t have a finished script... {sound
of slapping, probably The QObserver being slammed on the
table as if it were a finished scripi].

Thig one guy called me up, and said, “I’m new to town,
I have a masters in this, I got this and this.”

And I said, *“You know what? That doesn’t mean s—
to me!” So, I don’t know. He wanted to know what he
should do to get in the bnginess and I said, “Write.” I said,
“Because someone went to Harvard or whatever, if they
can’tdeliver a scriptin twa weeks, then they’re worthless,”
No, I mean, they re not worthless, but they’re not of value,
There are alot of people thathave fancy degrees and all that,
but what we need people to do...

DIMITRA: Is to write!

PAUL: ..Isto write! I mean, that’s the lesson that Don has
taught Youknow, “I need you guys to write, write, write!”
That’s the key.

TRACY: [mdistinct, something about pushing someone to
wrile a script in three days.]

PAUL: Well, in the beginning you can take longer. Once
they....

KAREN: Iwenttoa writer’s workshop back in 1977. And
I'hardly wrote a word for about ten years after that.
PAUL: Really?

KAREN: Yeah, and then all of a sudden it kicked in, and
I could writc again. But we call ourselves “the failed
Clarion.” $o¢... [Paul laughs.]

TERESA: You got some good out of it.

KAREN: Oh, ycah, I got married cut of it [Paul laughs], so
it was worthwhile. It was worth meeting John, and worth
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THE PROJECT QUANTUM LEAP SURVEY
by Tracy Ann Murray, Executive Director, Research

We here at Project Quantum Leap Headquarters are an insatiably curious bunch, so we’d like all of our
members 1o answer a lot of nosy questions. Would you believe it? The Project Chairman threatened to
cutoff funding to the research section if we didn’t start doing some research. It’s enough to make a person
want Lo step into an accelerator, but since my access pass did not allow me that drastic action, I had to
buckle down to work and write this survey. Now all you have to do is answer it. {Please photocopy the

form, okay?—Ed.]

BASIC DATA:

Name (Optional. You may remain anonymous.
In fact, all questions are optional, but it kind of ruins the point of a survey if you send this in blank.)

Address

Age ______Birthdate Height Weight Eye Color

Male or female (Pick one)

Ethnic and/or racial group Religion

Did you graduate from high school? Did you attend a University, college, or trade school?

If so, which one(s)?

At what occupation are you presently employed?
At what occupation would you like to be employed?
Political affiliation (if any)?
Are you married? Children? Their ages?

Do you recycle your household waste (alumirum cans, newspaper, plastic, etc.)?

PERSONAL TASTES (A. K. A. The Favorites Section)
Favorite television show

(This is not a trick question. It’s entirely possible you may be even more devoted to some other show
besides Quantum Leap.)

List three other tv show favorites

Favorite movie
Favorite book

Favorite type of music Favorite song

Favorite musical group or performer

Favorite actor/actress (also not a trick)
Favorite food Favorite drink
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FANDOM

Is The Observer the first fanzine you’ve subscribed to? What other fanzines do you

subscribe to?

Are you presently involved with the following fandoms? (Involvement is defined as associating in person
or by comrespondence with other fans.)

1. Star Trek 2. Doctor Who 3. Beauty & The Beast

4. Twin Peaks 5. Alien Nation 6. Other(s) (please specify):
Have you previously been involved with any of the above fandoms? (List by number)
Have you written for or done art for a fanzine? If so list details

Have you written or done art professionally? List credits

What other fans clubs do you belong to?

Have you acted professionally? In amateur productions?
List credits

Have you attended a convention (sf or other genre)?

Have you edited a fanzine? Organized a convention?
Details

What was the first Quantum Leap episode you saw in its entirety?

Which is your favorite Quantum Leap episode?

Who is your favorite Quantum Leap director?

Who is your favorite Quantum Leap writer?

Who is your favorite Quantun Leap actor?

ESSAY QUESTION: How did you become involved with Quantum Leap fandom? (Please keep
answers under one page. Excerpts from or entire essay answers may be included in an upcoming article.
If you do not wish your words to appear in print begin your answer with “Do not print.” $%
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“CAPTAIN GALAXY” PLAYS
TENNIS WITH STARS
The Richard Herd Interview:
April 13, 1991
by Teresa Murray

[Editor’s note: The following interview was con-
ducted at the 1991 Michael Landon Tennis Classic in
Tucson, Arizona. Players this year included Robert Hays
fAirplane, Starmanf, Micky Dolenz (The Monkees) and
many others stars from tv and film—but they weren't the
ones Arizona’s PQL contingent came to see that weekend,

Teresa knew that Richard Herd (Moe Stein/Captain
Galaxy in “Future Boy” and the alien leader John in the
two V miniseries) had attended the event last year, 50 this
year she tracked him down before his first match on
Saturday. Herd graciously—even enthusiastically—agreed
to be interviewed for The Observer.

The brief interview below was conducied solo by
Teresaon Saturday, with non-PQL member Karol Oberlit-
ner looking on. On Sunday, Teresa returned with Dimiira
Catsaros, Joan Dadson, Kris Arnold, and Karen Blocher,
not to mention a page of questions Karen had written the
right before. Qur Sunday interview with Richard Herd will
appear next issie.f

TERESA MURRAY: Tell us about “Future Boy.” How
did you like doing that?

RICHARD HERD: How did I like doing “Future Boy?”
Well, like I said, I wanted to have it done as a series!

I mean it was terrific, to have those costumes hand
made. (I'H see you in a bit, Andy. Be kind to me.) fThis
was to Andrew Frine, who was about to play a maich
against Herd. Prine appeared with Herd in the two V
miniseries —¥Fd.} 1 ried to get the wardrobe, you know,
because it was hand made for us. And there was no way I
could getit. As amatter of fact, when I called Jean-Pierre,
the wardrobe guy, he said that they had already rented it out
to somebody else.

I'said, “How can they possibly rentitout? It was made
almost skin tight for ns.” And the stitching is so tiny that,
you know, it would tear. So there was no way they could
letit out The thing about those things, though, they were
very hot, very hot.

But doing the episode was so much fun. And he’s
[Scott] so much fun to play with, and we had a great cast,
And I really enjoyed working with Dean Stockwell. Asa
matter of fact, every ime I'm out on the lot there when
they’re working, [ always go by and say, *“Welcome to the
Future!™ [langhter]

Andthen Scott, he... [Herd does the time cadet salute].
I made that up, you know. That was mine. I created that,
[He does it once more.] Future Boy!

TM: And you did it so well,

RH: Yeah, we did it so well, together. But I didn’t know
how well he [Scott] was doing it undl I saw it, because he
was behind me, doing... [salutes again]. [laughter]

Yeah, and as I said, I wish they’d make itinto a series,
or I wish Icould. He’s got another [series], Don Bellisario,
wonderful man who created it; he has a new show coming
upcalled Tequilaand Boner. Andit’s aboutadetectiveand
a dog, 1 think,

TM: Yeah, yeah. Charlie Rocket will be in it.

RH: Charlie Rocket! I worked with Charlie Rocket. Idid
a Hardcastle and McCormick. Big, tall guy, isn’t he?
TM: Yeah, real tall.

RH: Ycah, I liked working with him. I really enjoyed
working with him.

TM: You were on a Hardcastle and McCormick?

RH: Idid three of them, three Hardcastle and McCornicks,
and then 1did my own show, 1. J. Hooker. Then1did V. I
hadthe Vthing...Trancers, which hasbecomeacultthing—
I didn’t realize how many kind of “spacey” things I’ve
done. Ididn’tdo Trancers if. Thenlalso did another weird
thing in that genre. They called it Terror Qut of the Sky. It
was the revenge of the savage bees. And we actually
worked with 20,000 bees. and we were very fortunate;
none of them ever bit us.

But that [Quartum Leap episode], 1 did get a riangle
hat. They gavc me the trangle hat.

TM: Oh, the pyramid.

RH: Yeah, yeah. They had two triangle hats. So they did
give me the miangie hat.

TM: Icarn’t... [imagine}; what could they use that suit for?
RH: Futuristic shows.

TM: Iguess.

RH: Andthere wereonly...well, they mnsthave had a back-
up. So they must have made four of them. Well, it’s the
same thing. You see, Andy—who you saw—Andy and I
did V together, and people go crazy to get that stuff, The
glasses...I didn’t bother getting anything from that show,
bnt people, you know, they have clubs, and those glasses
sell for a hundred bucks! And we get all kinds of mail stiil
about V.

But Ican tell you now, Quantum Leap, I got so many
telephone calls from friends. We ulways watched it, but [
was not aware of how many people watched QuantumLeap
and how many people saw me in that show. And you know
we got the numbcers back and we scored very high, because
that went back to the original time slot at 10:00.

TM: That was only the second [show in that slot].

RH: And so, the numbers went way up. And Debbie Allen
got nice big numbers. Ithink we got a 22 and she gota 24,
But they’re very happy, and going back [to Wednesdays]
with those shows is what really made it happen, because
NBC was on the edge about picking it up. So I think they
got, what?—picked up for twenty-three episodes. Yeah,
super, real super. Any questions?
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ter]

And Dean, when I heard that Dean might be interested
in doing it, you know I was just, ready to kiss his cigar!
[laughter] But they can tell you their second process.
DEAN: Well, I liked the role, and the concept, and I liked
working with Scott right away in the pilot. What’s hap-
pened since then ig, it’s continued enjoyment and the role
for me is getting more and more comfortable. It's areally
comfortable role, playing this Al
SCOTT: [Indicating Dean] He’s the greatest. [applause]
These things kind of—it’s kind of a whole evolving thing,
Don has an idea and then you put a body into that idea and
then the body has some ideas, and if you're in a good
situation—which you’re not always—but if you're in a
good sitnation, you combine and both of you kind of learn
from each other and grow. And together with Don and
Deborah and all our other writers—and I see Chris Ruppen-
thal and Paul Brown back there [applause]; Idon’t know
who else is here (onight, but....

DON: Tommy’s should be back there.

SCOTT: Is Tommy back there?

DON: Tommy Thompson.

SCOTT: Tommy Thompson..,

DON: He's there.

SCOTT: Jeft Gourson—

DON: Yeah, Jeff Gourson...

SCOTT: —In post production. But—

DON: And Beverly Bridges....

SCOTT: —Then everybody kind of just jumps in and adds.
Is Beverly here?

DON: Beverly Bridges. There she is.

SCOTT: Hi, Bev.

DON: The newest writer 1o join our staff.

SCOTT: And...oh! Another writer! Mo, she’s not on our
staff; no, she’s ... [laughter] {This may or may not be Scott
teasing Sally Smith, who, along with other Quantum
Quarterly staffers, was sitting toward the back with the
show's writers. Anyway, that's my theory—Ed.]

DON: [chuckles] I wanna just, before you go on, I want to
give you one example of how you grow, Deborah can tell
you when she wrote this seript, Scott took a very risky
chance in what he decided 1o perform in this film that you
just saw. Because if you notice, I'm not just talking about
beinga woman! He chose to really identify with the 16 year
old girl, and o get very emotionally involved. That’s
probably not a choice that initially I ever had in mind, you
can ask Deborah if she had that in mind for him to do it that
strongly. That was a choice that Scott made. 1 think it was
an excellent choice, and the character expands because of
that, and ! think another episode that we do, we’ll keep in
mind the choice that Scott made. So you see that it really
is a collaborative effort, how we make the show grow,

This gentleman right here.

FAN: T just watched Kim about three weeks ago, and it
seems like I still see Kim when I'm watching Al on the

screet. [laughter] I'm wondering if that movie had any
bearing on your choice of him as a character and whether Al
is still playing Kim, which it seems like he is.

DON: You can ask him about that. 1

actually was choosing Errol Flynu [Dean’ s co-star in the
Jim Kim—¥£d.J! [laughter]

DEAN: No, that’s iuteresting. 1 uever thought of that
before, but now that you mention it, there are elements of
that character in Kim; he was a little bit lascivious, and a
very young lech. [laughter]. And smoked a cigar! [Dean
laughs, and so does audience]. So I gucss, you know,
maybe there’s a little bit of [inaudible; sounds like: “Al in
Kim, you know, a bit.”’]

DON: Ower here.

FAN: This ts for all four. Could I ask what each of your
favorite episode is and a short reason why? [Don laughs.
General laughter at panel reaction]

DON: Srtart over here [indicating Deborah]. [laughter]
DEBORAH: That’s a hard question.

FAN: [indistinct; sounds like] I wouldn’t ask you, but...
DEBORAH: Well, in the sense that each one means
something. I'mean, { would have to say thatthis one became
my favorite one until I wrote the one that we’re shooting
now, which is now my favorite one. I mean, whatever one
that I write, 1 fall in love with because it's part of me, and
I've made part of myself and my background and my family
and all the thingg that I was raised to be in it. And I don’t
think yon could separate that; and to date...hmm. Iloved
“The Color of Truth” [applause], and.. I really like this one,
maybe because I'm pregnant  {laughter].

DON: It’s a little like asking, you know, which of your
children’s your favorite child. It really is. You love
different children for different reasons. And they’re all
different, and I know about that; this is going (0 be number
sevell. So... [some laughter and a little applause]

FAN: Busy puppies! [laughter]

DON: She’s trying to make me arock star. [laughter] But
each child is different and each show is different, so you
really don’t have a favorite. ] know I don’t have a favorite,
Ican name vou a lot of shows that I like for various reasons.
Right now, I thought this, tonight, this was my favorite as
I was watching it, you know. But another night, it’d be
something clse.

SCOTT: Well,Thave basically more of the same. Thereare
elements of every show that become very special o me, but
I’ll be specific and name about four or five. {laughter] This
year. [laughter] I love “The Leap Home.” [applause,
cheers] 1loved playing opposite the devil in the Halloween
show. [Scott laughs. Applause] I love this episode:; Ilove
“La Mancha,” [continuous applause through “Seymour,”]
“Jimmy,” “Seymour,” you know; it just goes on and on.
“Yolaré,” youknow [laughter, including Scott’s; applause].
And what a great thing to be able to say that; that there are
justsomany special episodes. It’sareal credit to the writers
~n th= ehnn:l T rhir]k_
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DON: In the very beginning.... This...it all makes sense, I
think.. [laughter] Well, not always. When I pitched this
ideato Brandon Tartikoff and he told me to explain it (o him
in twenty seconds so his mother could understand it,
[laughter] Idecided not to get into the physical aura aspect
of it. [langhter]

FAN: I'd just like to follow up on that. Um, after
[inaudible; interrupter)

DON: [interrupting] Well, I hadn’t answered it yet, but—
{laughter]. Yes?

EAN: finaudible. The following is peiced together from
what I can hear and the Usenet/Quantumn Quarterly_tran-
scripe—Ed] At first it was looking like, the first season,
when Scott first did a woman, I thought, here’s areally great
idea, where a guy actually has 1o deal with a woman’s body,
and everything, And then having to be in a blind man’s
body, and so forth, [These are both second season epi-
sodes, but oh, well —Ed ] And you went a bit differently
than what I thought, but that’s okay, because you're the
producer. [laughter] But what I was wondering is, would
it be more challenging to Sam as a person if he, instead of
just having the difficulty of being perceived as a woman,
which women know the problems, but actually having (0
deal with itphysically. Andit’s nice that he has to deal with
other people’s professions....

DON: Gee, all the women I talk to tell me they don’t kave
any physical limitations. [laughter] Ah, I no, I don’t
think-— [inaudible from another panel member, much
laughter from andience] I don’t think so and I'll tell you
why, and that’s the reason. If...you know, a lot of what we
do on the show is that people are perceived—had he leapt
into Jimmy, and truly been a person who had a handicap, or
was retarded, then I don’t know what we’d have been ac-
complishing with that, Sam might havelearncd something
outof it, buthe learned something leaping in and being him-
self and being perceived as being a retarded person. And
that means that people see you as something, and they freat
youlikeit, and they don’t give you the chance to be wha you
could be. And that’sa part of what we’re talking about, part
of what we’re trying to change.

So the idea is uot that he really is that person. That
never was the concept. The concept in my head was that
when he leaped in, people saw the aura of the person he
leaped mto. It’s a little bit like, if I came np here in the
beginning of this thing as I did, and I somehow hypuotized
you all, and instead of Scott Bakula being up here, because
he was down working on the show, I had Michael Zinberg,
wlio’s a producer, come up and sit down here, and you all
saw him as Scott Bakula. That’s what happens on the show.
It’s only when you leok in a mirror do you see, do we see,
does Scoft see, what everybody sces around him. But 1
think that holds mue,

And I hope, 1 think that’s also interesting; because he
can leap in as a very old nan that everyone can perceive
cannot do anything, and he can be quite physical, and

shocks people when that happens. Or he can leapin as a
man his age; he’s not very old, but he can be trying o
perform as a boxer who's twenty vears old, and fit’s] tough
to do. So he is then handicapped in that situation by his
limits. So that’s the way we scriptit.. Yes, right here,
FAN [BING FUTCH]: Yeah. For Dean and Scott. Dean,
you were fantastic in Married to the Mob and Tucker, and...
[applause] ...and Scott, you were great in Sibling Rivairy
and sadly missed in L.A, Story. [applause and agreement]
When, what can we look for you [in] next, in these coming
years, in films?

SCOTT: Well, did you see Dean in, what was it called,
“The Rising Star?”

DEAN? and FANS: “Soun of the Moming Star.” [some
applause]

DEAN: It was a (elevision drama, yeah, Television
miniseries. Idon’tknow; we’re—we have two more shows
to shootnow, and then we’re off for acouple of months, and
T’'m Lrying to get a feature. I hope to get one or two things
in there, but other than that, it’s the nine months we spend
on Quantum Leap [inaudible; something about ime)
SCOTT: Yeah, I...there are a couple of things that may or
may not happen. It's oddly..I’'m oddly kind of over-
whelmed right now with the sense of starting over after
three years, generating an audience again for the show,
which starts in two weeks. And I’'m just kind of, a little
overwhelmed by that. Sc the things that are maybe coming
down the line right now, they’re not really in great focus.
This is the focus. And, thanks to you ail, ] think we have a
real good shot. [applanse]

DON: The gentleman right over here in front. Yes.
FAN: I"ve been waiting about three yearsto ask both Scott
and Dean this. Can I get your autograph [inaudible]?
SCOTT: [laughs] Sure.

FAN: All right!

DON: While he's doing that [inaudible]...

FAN: Thisis like a dream.

SCOTT: You could have mailed in, you know, with a
quarter, and we would have sent it to you three years ago!
[laughter]

DON: The lady down in here. In the gray?

SCOTT: And you were three years younger! A quarter!
FAN: [inaudible, approximated:] This is probably com-
mon knowledge, but, in each episode, when Sam leaps
[inaudible; probably “into a different character”], is he
supposed to have recollections of his previous encounters?
DON: Why don’t we ask Scott that?

FAN [TERESA MURRAYT: He’s busy.

SCOTT: Sorry? Would you—

DON: Do youhave recolleclions of your previous encoun-
ters when you coine into a new character?

SCOTT: Yeah, ILthink..... We don’t deal with it very often
any mnore because...we can’t... Who asked the question?
I'in [inaudible, but he’s trying to be polite 1o the fan getting
the autograph and the woman with the question at the same
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time, and still come up with an answer]

DON: The lady right over here, right over here in the...
SCOTT: Because so many of the viewers know the rules
now, that we don’t go back into the Swiss cheese thing. But
we mention it periodically, and I make a few mistakes still.
But, I think that there’s a little Swiss cheesing that happens
all of the dme. I think I rememnber certain things. Idon’t
think there’s an—and we’ve never done this really, except
in one show, where I did a leap in the middle of the show,
in—

DON: The very beginning,.

SCOTT: The Italian episode. The hit man episode. But,
we’ve never, like, leapt from ene show and brought me into
another, and had me dealing with that last memory, exactly,
Umn...

FAN: [inaudible; apparently asking whether they don’t do
it because sometimes the episodes are not shown in the or-
der flmed She says something about the episode we see
previewed in the leap at the end having already been shot. ]
SCOTT: Yeah, see, it’s done. And I think the other thing
that would be a problem if we carried it over, is if, down the
line from now, if shows were played in a different order, it
would really kind of screw *em up. Itmakeseach showkind
of a hictle total, little whole little human being little show.
[some laughter]

DON: Okay, and also what Scott’s making reference to
dowu the line in reruns, be it on the network or in syndica-
tion, you could chop off the leap of one show and put the
leap of another one on and run them in a different order.
Having him leaping in a different order.

SCOTT: ButifIcameinand was talking about, “Did I have
the baby, did I have...” you know.

FAN: Yeah, that’s what I meant.

SCOTT: Yeah.

DON: Yeah, that would be hard.

SCOTT: I think that would be hard. I think I remember
almost everything now. I think if Ileap back into this same
year,I’m working an oil rig, or into that young kid’s body,
I'wonid remember having been there. I think that would be
a neat...you know, we're...hopefully, next year we'lE do a
story like that. [some applause]

DON: The lady in the back, right here with the blue shirt.
FAN: [Inaudible. The lady’s liule daughter wanted to
know if she could get a kiss from Dean.]

FANS: Awww.

FAN: Those young girls, Dean! {laughter] [applauscas the
little girl arrives up front]

DON: That’s the only kiss we allow tonight!

FANS: Awww, [Someone in the background, “Dainn.”]
DEAN: You?! [as if he can’t believe it]

AUDIENCE: Oh! [Dean jumps off the stage and give the
little lady a kiss!] [lots of applause]

FAN: Dino, please (ake off your hat! {He does s0.]
DON: Okay, back here in the...

DEAN: Ilucked in. What can I tell ya! [laughter]

DON: Back here, in the black,

FANS: [Two women begin asking questions at once, both
indecipherable on the tape. They laugh, and one asks who
is supposed to ask the question.]

DON: Oops, sorry; okay, this lady will go next. Go ahead.
Back. All the way in the back.

FAN: [inaudible; adapted from the Usenet ranscript:]
Three questions for Scott. We know your wife, Krista, is
an actress. Has she shown any desire to do an episode?
Number two, have you thought about doing Love Letters
on hiats, and three, when’s that album coming out?]
[langhter, applause] [Love Letters is a two person playin
LA with a cast that changes every nighi—Fd.}

SCOTT: Ome,I..Kristamay do scmething on the show at
some point, but she really is happily hiatnsing from the
business [laughter], and doesn’t really miss it. Atall, Ah,
Love Letters, I've been approached a couple of imes todo,
but it hasn’t ever really worked out, and that may or may
not happen sometime. And Deborah can give you all the
information on the Quantum Leap album.

AUDIENCE: QOoch! ! Ohhhh!! [applause]

SCOTT: That really fixed her, didn’t it? [laughter]
DEBORAH: [inaudible and interrupted very quickly by
other panel members]

DEAN: Go ahead. There’s a—

SCOTT: Because I'm dying to hear about it, too! {laugh-
ter]

DEBORAH: We're working very hard to take all the
music from the show, and all the songs that Scott’s done
and put them on an album, and we're in negotiations, or in
talks—I won’t say negotiations—with MCA right now, 1o
put all the songs: “Volaré”—

AUDIENCE: Mmmm!

DEBORAH: —And “Man From La Mancha,” and...
FAN [TRACY MURRAY]: Does Dean sing on it?
FAN: Yeah, I was hoping you would put Al’s song to the
little girl in—

FANS: Yes, yeah. [applause] “Inchworm!”

FAN[KRIS ARNOLD]: “Inchworm!” My daughter loves
that song!

[All four panel members start talking atonce, approximated
below:)

DON: [laughs)

SCOTT: We did do a [inaudible].

DON: You did do a song together.

DEBORAH: That’s right.

DON: They sang together.

DEAN: An Everly Brothers song.

SCOTT: Yeah. That’sright. We sang that one. You told
me what to do. [laughter}

DCN: I had a lady back here in the black.

DEBORAH: We're working on it.

DON: ..rght here.

FAN: [inaudible; approximated:] Well, first of all, hi.
[inaudible; maybe praise, maybe greetings, maybe best
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Leapreleased, but only in England. Why haven’tthey been
released here?

DON: Ididn’t know that there were three novels released.
FAN: I have two of them.

DON: Are they novels that are released through Universal,
or—7

DEAN: Yeah, it’s got your name on it.

FANS: Yes.

FAN: Yeah, they're licensed,

DON: It's got my name on it?! [laughiter]

DEAN: It’s got Belisarius Productions on it.

SCOTT: Yes, itdoes! I’ve seen it!

TRACY: The pilot and “Portrait for Troian” and [inau-
dible].

DON: Well, that's another one I don’t know about,
DEAN: Ask your accountant. [laughtcr]

DON: Idon’t get paid for that one. Lady in red.

CREW MEMBER [MICHAEL ZINBERG?]: Don?
DON: Yeah? Hold it.

CREWMEMBER: Den, take two more; it’s a school night
and we've got an early call tomommow. DON: Take two
more? Two more questions. I had a lady in red.

FAN:; Okay, this is for Scott.

SCOTT: Yeah.

FAN: [inaudible on our tape over the sound of Arizona
Project members trying desperately to get Dean’s presents
and cake ready to be given publicly, and to alert each other
what needs to be done. According to the Usenet transcript,
it was congratulations on being named Man/Woman of the
Year. Hey, I remember that happening! I guess they're
righi!l—Ed] [applause]

SCOTT: Oh, thank you,

FAN: And then I wanted to ask whether you'll have any
episodes in the future where Al [inaudible; probably, “is in
the Waiting Room™],

SCOTT: 1hope so. If we go on long enough and Universal
will consent to pay the money to do futuristic stuff, I think
we can talk this guy [indicating Don] into doing it some-
where down the line,

DON: Well, no I [inaudible; something about “the final
episode.” Sounds like he and Deborah are quiedy confer-
ring, as Kathy and Sally suggest.]. Ican’t give you—
DEBORAH: [inaudible, to Don]

DON: I can give a little hint of something. Iwill as a last
thing, if you’ll all, keep it under coutrol here for a second
[referming to the fact that people are beginning to start
forward for autographs]. Right here, the lady in red.
FAN: Okay. Mr. Bakula, last year at the Museum of
Broadcasting seminar, you said that “What Price, Gloria”
was a total departure for you. I just want to know if “What
Price, Gloria” was really all that different from Helio,
Fellas [the fictitious sitcom in drag in Scott’s play 3 Guys
Naked From the Waist Down).

SCOTT: Ha, ha, ha! Well, yeah, a lot different, Hello,
Fellaswas three guys doing real drag and this was in the real

body.

FAN: [inaudible; something about a button their fan club
made. They want to give one to Jay Schwartz, Scolt’s
publicist.

SCOTT: Oh, very nice!

FANS: [to Scott] We have one for you, too.

SCOTT: Oh, great! Give it to me! That’s great, [The
buttons say, “What a mce mnan!”]

DON: Okay, what we're gonna do... What are we going to
do?

[laughter, probably some of it to do with telling that Jay he's
not necessarily the “nice man” in question, although Jay is
delighted anyway.]

DON: We're thinking at the end of the last episode, when
Scott leaps out, that there’s a thunderstorm. And Dean
decides thathe’s getting outof there, and Dean goes to walk
through a wall and bounces off of it! [laughter and ohs]

And Scott walks through the wall!
AUDIENCE: Ohhh!! [applause]
SCOTT: Yeah!

DON: The only problem being, that Dean has the control—
CREW MEMBER: Could you guys please take your seats?
Come on!
DON: —Dean has the control in his hand, so Scott can’t
leave the Imaging Chamber. Somehow they have switched
identities.
SCOTT: [to a fan trying for an autograph] No, we'll do all
this. We'll do all this, I promise you.
DON: Wehaven’(written it. Yeah, please, save alf thistill
after.
CREW MEMBER: Guys, we've still got question and
answer, please. Take your scats.
DON: Thank you. So we’re thinking of doing an episode
like that.

The lady in red. Did I already get to you?
FAN: Yes, you did.
DON: Okay. I keep going to the ladies in red; anybody no-
tice I seem to [inaudible] [murmur of agreement] [inau-
dible; picking someone clse]
FAN: [inaudible; bracketed rernarks approximated/ para-
phrased: 1 In tomight’s episode, where Scoft is [having
cravings in the kitchen?], he keeps cracking up. [I was
wondering if that was Scott’s idea, or if it was scripted...]
DEAN: This was his.
DEBORAH: That was his,
DEAN: This was his. That was—
FAN: [inaudible; approximated] It cracked me up [inau-
dible]. And1liked it. Ilike the way Dean goes, “Why are
you laughing?” [laughter]
SCOTT: Yeah. Dean’s a funny guy. [laughter]
DON: Lady in black! flaughier]
FAN: [inaudible; approximated] On the day, far, far away,
when Quantum Leap finally ends, [boos from audience]
hopefully a long time away, are you planning a final epi-
sode?
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back onagain. They agree to wait a few years for marriage
and the responsibilities that go along with it

Comments: This was not a successful film. It was the first
and only production Stockwell did under his contract (o
Bryna Productions, a company owned by Kirk Douglas.
No other “big name” stars were involved, unless you count
Barbara Billingsley (the Beaver’s mom, if I'm uot mis-
taken). No doubt they were counting on Stockwell’s
emerging appeal as a teen idol. Always quite serious about
his craft, he seemed uninterested in fostering that particular
image. He selected no more vehicles like this one. Variety,
in their review of the film, had changed their e from a
few months earlier: “Bearing a striking resemblance to the
late James Dean {give him a break already!], it’s to
Stockwell’s credit that he doesn’t try to ape Dean’s style of
acling, but instead has developed his owu individual per-
sonality. He's good.”

Compulsion (1959)

Director: RichardFlcischer, Screenplay: Richard Murphy
(from a novel by Meyer Levin). Director of Photography:
William C, Mellor. Music: Liouel Newman. Editor:
William Reynolds.

Cast: Orson Welles (Jonathan Wilk), Diane Varsi (Ruth
Evans}), Dean Stockwell (Judd Steiner), Bradford Dillman
(Artie Strans), E. G. Marshall (Hom), Martin Milner (Sid),
Richard Anderson (Max), Robert Simon (Lt. Johnson),
Edward Ninns (Tom Daly), Robert Burton (Mr, Straus),
Wilton Graff (Mr. Steiner), Louise Lorimer (Mrs. Straus),
Gavin Mcleod (Padua), Terry Becker (Benson), Russ Bender
(Edgar Llewellyu), Gerry Lock (Emma), Harry Carter
(Detective Davig), Simon Scott (Detective Brown), YVoltaire
Perkins (Judge).

Producer: Richard D. Zanuck. Production Company/
Distributer: Darryl F. Zanuck Productions/20th Century
Fox. Length: 103 minutes. Release Date: January 29th
1959. Black & White,

Plot Synopsis: Judd Steiner and Artie Strans are two young
men, already tn graduate school, yet still in their teens.
They are both exceptionally intelligent and come from
exceptionally rich families. Artie is arrogant, domineering
and manic. Judd is shy and serious. He worshipsand clings
to Artie. “Order me to do it,” he begs. Together they
commit a murder, for the sole stated reason of committing
the perfectcrime. Afterwards, Artie is delighted as he lead
the police in circles, but Judd is nervous and then frightened
as suspicion begins to fall on him. He is brought in by the
district attorney for gnestioning after hig glasses are found
at the scene of the crime. He uses Artie as his alibi, so he
too is questioned. Eventually their carefully worked out

story is broken and they confess. Judd’s father hires well-
known defense atomey Jonathan Wilk to defend the boys.
After they plead guilty to the crime to avoid a jury trial, the
district attorney asks for the death penalty for both of them.
Their attomey gives an impassioned plea for mercy and
requests that they be givenalife sentence. The judge agrees
and the unremorseful pair are remanded (o prison,

Comments: Dean Stockwell gives the finest performance
in this powerful, disturbing film. For his portrayal of Judd
Steiner, he was the co-winner of the Cannes Film Festival
Award for best actor. He shared the honor with his
Compidsion co-stars, Bradford Dillman and Orson Welles.
Dean had also played the role, in one of his few slage
appearances, on Broadway. He preferred the stage version.
In an interview for Films in Review he commented, “The
picture was watered down, in effect, for the filmgoing
public. The play was stronger. It got into the psychology
of the two guys, in more detail and more depth. It had more
guts to it.”

The film, however, was a critical success and Stock-
well was lauded as one of the best young screen performers
of his time. A Newsweek review slated, “Dean Stockwell,
repeating his Broadway role, makes Steiner one of the most
memorably pitiful characters in screen history.” Time
magazine was even more effusive with its praise: “It is
Dean Stockwell as Steiner, who dominates the drama, His
intensity and insight do much to explain the character’s
homosexuality [and] clarify his fearful crime.”

The film and characters are based on the notorious
Leopold and Loeb case of the 1920°s. Meyer Levin, who
wrote the novel from which the stage and screen plays were
taken, was a classmate of the two killers, The character
played by Martin Milner, Sid, is a depiction of the author.
The real life counterpart of the Orson Welles character was
Clarence Darrow.

Leapold and Loehb did receive life plus 99 years sen-
tences. Loeb (Artie Straus in the film) was killed in prison,
but Leopold (Steiner) was released a few years before
Compulsion. Apparently he didn’t like the film inuch. He
sued Levin and the production company, claiming they had
no right to tell his life story.

It was a well known aspect of the Leopold/Loeb case
that the boys had a homosexual relationship. This aspectis
seriousty underplayed in the film, I think this is the reason
why Stockwell suggests that it’s weak compared to the
slage version.

The other performances in Compulsion are exemplary,
Orson Welles is brilliant and moving. Bradford Dillinan is
fascinating as Artie Straus, but I can’t help wishing that he
wasn’t playing the part. Roddy McDowall played Artie in
the stage version and I would fove to have seen hiin do it in
the film,

Onelastnote: the case was alsgdiamatized, with much
less regard for historic detail, in the 1948 Hiichcock film
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